of urban industrial England or illiterates in Britain's African colonies. (Smyth, 1988: 285) At the end of the Second World War, the production shifted from war propaganda to development in the colonies. Prior to the war, Britain had a poor record of promoting development in its colonies, and this record had been criticized by Germany's war propaganda as well as by the United States. The film programme was funded through the Colonial Development and Welfare Act of 1940 and subsequent Acts. The experiences gained during the war were harnessed to develop and use film as an educational medium in the colonies. The British Colonial Film Unit set up production units that it directly controlled in East and West Africa. The Central African Film Unit (CAFU) covered Southern and Northern Rhodesia (now Zimbabwe and Zambia respectively) and Nyasaland (now Malawi). The financial support from the British government was phased out in 1956.
The first executive producer of CAFU was Alan Izod. He had previously produced British war propaganda films during the Second Word War. His team was made up of British expatriates. Izod (1950) described the challenge as difficult:
We had of course set ourselves a very difficult task, perhaps more difficult than we realized. I personally was without previous first-hand knowledge of African life and customs and so were two of the leading technicians.
CAFU productions for African audiences primarily focused on community development in the rural areas. The 1957 film catalogue lists 120 'educational films for Africans'. The films were of the silent type and running commentaries were used, with the commentaries being adapted to different language groups. The subjects covered by the films included agricultural production, The Two Farmers (1948/9) and Master Farmer (1955/6); health and hygiene, A Day in the Life of Rachel Hlazo 1 and community development projects, Mangwende and the Trees (1949/50) and Mujenji Builds a Bridge (1948) . The dates are based on an interview with former CAFU director/cameraman Stephen Peet (1988) . Another category was the 'crime does not pay' series typified by The Box. 2 Also produced were about ten comedies such as Mattaka Buys a Motor Car (1951) . A limited output of films dealt with urban issues, such as the road safety film, Buke 's Bicycle. 3 There is evidence that the films on farming methods were important in the development of farming methods (Hungwe, 1991) . However, there was always an unhealthy tension between the educational message of the films, and the economic and political context in which they were exhibited. The Native Land Husbandry Act of 1951 was a turning point for governmentsponsored community development work in the rural areas. The Act imposed severe limits on access to agricultural land and, at the same time, introduced stringent land conservation methods that peasants found burdensome. Implementation of the Act was accelerated in 1955, arousing great opposition which led to the suspension of the legislation in 1964.
Prior to 1962, it had seemed possible to reconcile the conflicting demands of a minority white electorate that controlled the government, and the political aspirations of the disenfranchised African majority. The elections of 1962 signalled the collapse of that vision, when the Rhodesia Front party assumed power with a mandate to safeguard white rule for 'a thousand years'. It was only a matter of time before a state of war came about between the state and the majority African population. The state sought to counter African nationalism with a vigorous propaganda campaign that included taking over the broadcasting services, banning newspapers sympathetic to African aspirations and introducing draconian censorship regulations. 4 Of particular interest to the history of film was the banning of a Michael Raeburn film, Rhodesia Countdown (1969) , which satirized white attitudes and racism against Africans. The film featured in the Directors' Fortnight section of the Cannes Film Festival in 1969 and won a peace prize in Mannheim the same year. Raeburn's book about the struggle for independence in Zimbabwe called Black Fire (1978) was also banned. He fled the country and lived in Europe until after independence in 1980. In 1990 he made the romantic comedy film Jit, which was the first locally produced post-independence feature film.
When British financial support for CAFU was phased out in 1956, the unit was taken over by the Rhodesia government as part of the Department of Information. The use of film as a propaganda tool became an important aspect of domestic policy. Speaking in Parliament on 27 July 1966, P.K. van der Byl, the then Minister of Information, spelt out the media and information policy:
The task of an information department is not merely to disseminate information from an interest point of view, but to play its part in fighting the propaganda battle on behalf of this country. The word 'propaganda' is by no means the dirty word it is made out to be, but is in fact simply the propagation of the faith and the belief in any particular ideology or thing and if the Information Department [is] to improve and strengthen the national ideology then indeed it is doing a worthwhile task.
5
The strategy of using film evolved gradually. The turning point was 1972 when an armed conflict initiated by nationalist guerrilla armies escalated. The main battle-ground was the rural areas. One of several government responses was to commission and show films in the war zones in order to undermine support for the guerrilla armies. According to a Ministry of Information internal memorandum, the goal of the project was to use the medium of film to win the hearts and minds of the rural peasants, whose support for the guerrilla armies was critical. 
The war films, 1973-80
Not much is known about the production of the so-called 'war films'. The evidence for their use comes from oral interviews from the war zones, and the most notable source is Julie Frederiske's (1990) study, None but Ourselves. The 'war films' were produced at a time when Anker Atkinson was head of the Ministry of Information's film production unit. Louis Nell, who was a scriptwriter for the unit at that time, has described the production of these films as a 'hush-hush' affair (Nell, 1988) . The propaganda offensive involved some collaboration with white Portuguese officials, who had some experience with guerrilla offensives and tactics from the war in neighbouring Mozambique against the Frelimo (Frente de Libertacão de Mozambique). The Portuguese and the Rhodesians shared a common interest in maintaining white rule, a cause which they both eventually lost. Frelimo swept into power in 1975 and immediately offered Zimbabwean nationalist armies a rear base and logistical support.
Rhodesian Department of Information officials, in collaboration with the security forces, deployed mobile units to show films in the war zones. In one film, War on Terror, 7 a Rhodesian Army soldier was shown tracking 'terrorist spoor' after a 'contact'. The camera reveals a dead 'terrorist' with close-up shots that highlight gory details. Two Rhodesian soldiers are then shown approaching a village, supposedly of 'terrorist' sympathizers, and setting the homestead on fire. The aim of such films was to undermine the rural support for guerrilla armies through terror tactics.
In another widely used production, the film opened with shots of three insurgents entering a village where they were fed and given shelter. As the story unfolded, the guerrillas were tracked and shot dead. The villagers who had assisted them were arrested. In the most horrific scene, the camera showed a hyena on leash:
. . . rolling itself upon three real human bodies which are badly mutilated, licking up the brains of one body, ripping open another to pull out and eat entrails. The camera lingers on this scene for a considerable while. . .. The film closes with a pitch black screen and the sound of hyenas laughing. (Frederiske, 1990: 95) The film was widely used and came to be known as the 'hyena film' by locals. It had neither a title nor credits. It left the men stunned and women and children sick. In 1980, just before independence, the Rhodesia government destroyed some of the film stock used during the propaganda offensive (Frederiske, 1990) .
There is no evidence that the war films programme succeeded in undermining support for the guerrilla offensive. The Rhodesian army gradually lost control of the rural areas. By 1979, the government was forced to concede that it was losing both the military conflict and the struggle for hearts and minds. In the words of one informant responsible for taking the films to the rural areas, the media offensive:
. . . didn't do anything for all these years. This I'm telling you from my own personal experience. The people didn't want to see things like that -guerrillas being killed -for the people were supporting the guerrillas, though they couldn't show it publicly for fear of being prosecuted. (Frederiske, 1990: 95) The 'war films' were the low point of film-making in Zimbabwe. There is clear evidence of audience resistance to the message. The experience illustrates the limits of propaganda, when there is a strong contradiction between the lived reality and aspirations of the audience and those of institutional film-makers. This is a salutary lesson for political elites who have historically tended to over-rate the power of media over the masses (see, for example, Smyth 1988) . The white-ruled Rhodesian era ended in 1980 when the colony attained independence and was renamed Zimbabwe. Independence promised a new and exciting chapter in the development of local film.
The post-independence agenda in film-making, 1980-2000
During the first decade of independence, the state, through the Ministry of Information, launched an aggressive initiative to promote Zimbabwe as a film-making location for Hollywood studios (Hungwe, 1992) . It was expected that Hollywood studios would inject money into the economy and provide training and infrastructure for a local film industry. The Ministry of Information's 1987 publication, Why You Should Film in Zimbabwe, described the country as a 'perfect film-making venue' and highlighted an excellent climate; varied scenery and interesting terrain; good infrastructure such as roads, airlines, banks and hotels; as well as the availability of local crew and actors. The success of this strategy was heralded by the shooting of the Cannon studio's King Solomon's Mines (J. Lee Thompson, 1985) and its sequel Allan Quartermain and the Lost City of Gold (Gary Nelson, 1987) as the first-ever Hollywood productions shot in Zimbabwe.
The state was keen to invest directly in production and create local film industry. As a first step, a partnership was struck with Universal Pictures, leading to the production of the anti-apartheid film, Cry Freedom (1987) . The film was directed by Sir Richard Attenborough who had previously directed the widely acclaimed Gandhi (1982) . Cry Freedom starred a budding Denzel Washington as the South African Black consciousness activist Steve Biko, who was murdered by the South African police in 1977. Washington received an Oscar nomination for his performance. The Zimbabwe government's investment in the project was US $5.5 million out of total production cost of US $22 million.
Cry Freedom was not a financial success. It only grossed $5.899 million in the critical US market and the Zimbabwe government was unable to realize a return on its investment. Stung by this loss, the government decided not to make further investments in commercial film production. The failure of the Cry Freedom project notwithstanding, Zimbabwe continued to attract international film-makers, including directors from Francophone Africa. Some of the films that have been shot in Zimbabwe are Aristotle 's Plot (1996) by the Cameroonian director, Jean-Pierre Bekolo and Burkinabe Idrissa Ouedraogo's Kini and Adams (1997), which was selected for competition at the 1997 Cannes Film Festival. Ben Zulu (2000) explained the success of Zimbabwe as a filming location thus:
We have very beautiful locations. We also, in terms of crew, have enough people who have worked on big productions and have very good skills. And we have a very good banking infrastructure. People can bring in money here and know that they are not going to be dealing with weak and corrupt institutions that you see in other countries. They know that they can transfer their money here to a reputable bank. They can withdraw their money. And there are services as well. They can go and contract somebody who can feed their crew and cast. There are people who have worked with big productions here and can supply those services.
Over the last five years, the positive image of the country that was carefully nurtured in the 1980s has degenerated. The country has plunged into economic and political turmoil. Production by corporate agencies has fizzled out. What remains is limited production funded by Western donor agencies, and even these productions have mostly moved to neighbouring countries, mainly South Africa.
The donor-funded film-making initiative
The primary thrust of the film-making initiative funded by Western governments and institutions has been message, rather than profit. The agenda is broadly defined in terms of international development. As a new century begins, the problem of international development remains unresolved and the media campaign based on film is part of the ongoing strategies of some donors. In the post-Cold War era, this initiative has been informed by what is termed the 'rights-based approach to development' (see, e.g., FCO and DfID, 1999) . The promotion of democracy, human rights and the rule of law has formed an increasingly important dimension to this approach and is now, with varying degrees of emphasis, a part of the policies of bilateral donors and multilateral institutions such as the World Bank, the Organisation for Economic Co-operation and Development (OECD), and the European Union (EU) (Ferguson, 1999; Häuser-mann, 1998) . Among the rights articulated by donors are labour rights, the rights of vulnerable groups (women and children) and, more recently, combating the spread of HIV/AIDS. In particular, the Beijing Women's Conference of 1995 provided an important impetus for the rights of women by affirming women's rights as an essential basis for sustainable development. The high profile given to these rights has been reflected in the themes of film narratives sponsored by Western donors in Zimbabwe through Non-governmental Organizations (NGOs).
Cooperation with NGOs is an integral part of the rights-based approach to development. Lately, Western donors have become increasingly disenchanted with the role of the state as a partner in development. In a recent report, for instance, the government of Zimbabwe was described as 'weakened' and unable to respond to pressures for transparency in governance and the challenge of globalization (Raftopoulous et al., 1998) . Western governments, therefore, feel obliged to intervene through NGOs. The policy position of the British government is instructive in this regard. The British government may, when necessary, 'channel political support and development assistance through local and international NGOs to promote human rights and to encourage the prospect of political reform' (FCO and DfID, 1999: 22) . This is one of the key principles that has guided the funding of media campaigns in Zimbabwe by the donor community. 8 The most successful films sponsored by donors in Zimbabwe were two narrative dramas that addressed the issue of women's rights. The films were Neria (Godwin Mawuru, 1991) and Flame (Ingrid Sinclair, 1996) , both of which have won international awards. Flame was selected for the prestigious Directors' Fortnight at the Cannes Film Festival in 1996 and was awarded the Organization of African Unity special prize at the Southern African Film Festival in the same year. Also included in this output are: Consequences (Olley Maruma, 1988) , on the problem of teenage pregnancy); More Time (Isaac Mabhikwa, 1993) Spicer, 1995) and Keep on Knocking (1999) on the history of the trade union movement in Zimbabwe.
Edwina Spicer is an example of a film-maker whose work has been informed by the rights-based agenda. Her work has been sponsored by international donors and a local human rights organization, the Catholic Commission for Justice and Peace (CCJP). Her early work focused on 'development' and subjects such as 'cattle schemes, water schemes, and that sort of thing' (Spicer, 2000) . In the 1990s she shifted to human rights and civic education. She believes that the turning point in her career were the atrocities committed by the Zimbabwean army in south-western part of the country between 1983 and 1985. Thousands of civilians were killed. The CCJP was deeply involved in investigating these atrocities (CCJP and LRF, 1997) . The local media did not provide coverage of the human rights abuses and several reports on the crisis were suppressed by the state (Chiumbu, 1997 ). Spicer's film, A Place for Everyone (1992) , engages with this issue.
The political issues
The rights-based agenda is political and ideological even though filmmakers have not always acknowledged this. Spicer (2000) , for example, has argued that:
We are asking people to define their own problems. Problems that they get in their own area. . However, politics, in a broader sense, involves the 'strategic interaction of individuals' with institutions in order to advance their interests (Knott and Miller, 1987) . As Rønning (1996: 50) has argued:
. . . the media constitutes one of the central institutions of civil society as an area of contradictions and political struggle in a wide sense of the word. They are essential to the democratic process by being the arena where government is being held accountable to society.
It would be more appropriate to describe the human rights type of films that have been made by Spicer and others as political, but non-partisan, since their educational goal is to raise consciousness and mobilize people for action. It is not surprising that there have been tensions between the government and the civic education programme. The problem was highlighted by the controversy surrounding the film Flame, whose production was funded by the European Union and the French government. The film gave voice to the experiences of female war veterans who served with the guerrilla armies during the 1972-9 conflict. The film was vigorously attacked by the male-dominated War Veterans' Association, even as it was being shot. In an interview on national television, the Chairman of the War Veterans' Association denounced the film for 'portraying the negative aspects of the liberation struggle' and demanded that the producers of the film be 'brought to justice'. 9 It was parts of the script that portrayed women combatants as victims of sexual abuse by their male superiors that provoked the most fury. A state-controlled newspaper, the Sunday Mail, and the Director of Information, both expressed outrage. The film was seized by the police, but the producers managed to negotiate its release.
Beyond the problems between film-makers and the state, the success of the rights-based film initiative in Zimbabwe has been tempered by disquiet among some film-makers. Tsitsi Dangarembga, whose debut feature is the HIV/AIDS educational film, Everyone's Child, has raised questions about the 'gate-keeping' role of donors, who favour some directors over others, and some narratives over others. As she put it, film requires money to make, and 'those who do not have the money are debarred from making film' (Dangarembga, 1999) . She was not entirely satisfied with her experiences as a first-time director and protested: 'Everyone's Child is not the film I wanted to make. I didn't want to make another AIDS film on Africa. I was not empowered to make the narrative that I wanted to make' (Dangarembga, 1999) . While the donor-funded film agenda has achieved some positive results by breaking taboos, for example on the rights of women, HIV/AIDS and political repression, it is Dangarembga's contention that "only certain kinds of taboos are broken. Other taboos that would empower the peoples of colour are not broken." She believes that the dominant narrative form on Africa has cast the continent and its people as a 'problem'. Dangarembga's reflections suggest that the dominance of Western donors in the financing of film projects may inhibit the development of alternative African film narratives.
One key issue facing film-makers in Zimbabwe is the problem of sustainability.
Toward a self-sustaining film enterprise?
The experience of working with foreign directors and producers has helped Zimbabwe to develop some capacity to manage film projects. However, there have been serious problems, even at the best of times, when the image of the country was positive. One of the main problems has been marketing. I will use the film Neria (1991) to illustrate my argument. Neria was produced by the Media for Development Trust (MFD), with John Riber as director. The production was financed through grants from donors, rather than commercial investors. The film opened in Zimbabwean theatres in February 1992 and ran for nearly six months, setting box office records. It grossed over Z$425,000 on the local film circuit, Z$6000 through regional sales of videos, and Z$6000 from national television screenings. It is estimated that the film grossed a total of US$100,000 in Zimbabwe. Its success at home, however, was not matched in the rest of the targeted African market. As an example, 16 mm prints of Neria were screened at the national theatre in Kampala, Uganda, but there were no financial returns or box office figures. The experience was the same in Lesotho, where MFD 'never received any reporting, nor any payment for that matter' (Riber, 1994) . There, the film was distributed by an independent cinema owner 'who begged us to work with her. . .. We went out of our way to assist and never realized a cent. I guess we should be happy that we got the print back' (Riber, 1994) . In South Africa, the distributing company Ster Kinekor, which runs a network of commercial cinemas, invested R26,558 to purchase five prints and a further R44,000 in promotion. The film grossed just short of R19,000 (US$5200) at the box office, resulting in a loss of R63,313 (US$17,600) on the venture. In Zambia, the film was shown in Lusaka, Kabwe, Ndola, Kitwe and Chingola, and its performance was no better than in South Africa, with box office earnings of about US$6000. According to the distributor, the film did not 'click' with Zambian audiences. In Tanzania, total earnings were about US$2800. Earnings in Kenya were estimated to be about US$6000. The earnings from Ghana were estimated at US$5350. It is remarkable that the film, which grossed about US$100,000 in Zimbabwe, netted roughly US$20,000 in the rest of the targeted African countries.
Riber believes that the primary problem is the poor commercial film infrastructure in African countries. The effectiveness of cinemas has been undermined by the inefficiency of the public sector, the devaluation of currencies, and limited supplies of hard currencies. Distributors have been cut off from quality products, undermining the place of cinema as a cultural activity in African countries. In Riber's view: 'These countries are depressed markets. Some are worse off than others, but generally speaking no film will perform well in these countries because the markets do not exist ' (1994) . He has attributed the success of Neria in Zimbabwe to a relatively strong film-going culture that was developed over the years with predominantly Hollywood cinema. This culture has been sustained through a network of commercial and privately run cinemas located in the main urban areas. While Riber's argument is plausible, it does not account for the failure of MFD films to penetrate the established South African market where strong efforts were made with both Neria and a subsequent production, More Time. The observation that Neria did not 'click' with the Zambian audiences is telling. Ben Zulu, a former executive director at MFD, where he collaborated with John Riber to produce Neria, More Time and Everyone's Child, does not believe that a sustainable film enterprise can be built on what he called the 'genre of developmental films' that currently dominate local production. He made specific comments on Yellow Card.
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If you want to make that kind of film, which begins with, 'there is a problem, here is the message' and try to convince people that this is the way to respond to this problem, behaviour change, you know like Yellow Card is saying, guys there is AIDS. . .. Those kinds of films are not industry films. You can't sustain them. It's a question of, 'there is a problem, give me some money'. . .. Yellow Card is trying to be commercial but is still framed as a development film. Then it becomes very difficult, for me, to fully realize the story. (Zulu, 2000) Zulu has taken a special interest in the problem of script quality as the director of the African Script Development Fund (ASDF). The ASDF was launched in 1998 to develop African screenplays, create opportunities for co-productions in Africa, and promote collaboration between screenwriters and directors/producers/commissioning editors. It was established with funding from the Rockefeller Foundation, Evangelisches Missionwerk in Deustchland (EMW) and the Netherlands government. ASDF training workshops have drawn participants from across the continent. Zulu, who coordinates the workshops, gave the background to ASDF:
The question kept coming, why don't we see more of our own film. We only see them in festivals and in Europe and the United States, but we are not seeing them in our own countries. So the problem was one of distribution. African films are not well distributed. But once we started interrogating that question of distribution we started saying to ourselves, but why would people distribute bad films anyway. Because the quality of our local films leaves a lot to be desired. (2000) Results from the ASDF initiative have been slow in coming. Zulu reflected on this:
It's tough, but what we are trying to do is to say to African writers, find a story that is important to you and without any boundaries use your talent and imagination to tell that story. There are no rules. The rules are really the ones of creativity. Just understanding that first and foremost you are an entertainer. But you are an entertainer because you tell stories that are a metaphor for life. Stories that are based on characters that are really believable. And the stories are constructed using the art form of film story telling in an artistic way where you are not trying to force [laugh] , you know. So, the outcome is determined by the creative process rather than trying to force it to tell a particular message. You yourself, you bring your own experiences, and your own creativity, in terms of your own talent, your own imagination. (2000) The Zimbabwe-based Southern African Film Festival (SAFF) has been another initiative. The inaugural festival was convened in 1990, predating the ASDF by eight years. At that time, Zimbabwe was only ten years into independence. Prior to independence, Zimbabweans were isolated from the rest of Africa and were limited to Hollywood films. The festival introduced the country to African films. Chigorimbo, a local film-maker, believes that 'the most important and perhaps far-reaching event was the actual discovery of the existence of African films that the audiences enjoyed ' (1994) . Among the films shown at the inaugural festival was the Ghanaian entry, Love Brewed in an African Pot (Kwah Ansah, 1981) . The film subsequently ran in a local theatre for more than ten weeks. The festival was particularly significant for Zimbabwe since the romantic comedy Jit, the first locally produced post-independence feature, came in its wake. Jit was followed by Neria, the biggest ever box office hit in Zimbabwe (Chigorimbo, 1994 (Gulbrandsen, 1993) . All told, Jit confirmed that there was a local market for Zimbabwean and African films.
In 1998, the Zimbabwe International Film Festival (ZIFF) was launched in Harare, with a focus on films from countries beyond Africa. Films have been drawn from Argentina, Australia, Belgium, Canada, China, France, India, Iran, Spain, South Africa and Sweden, among other countries. In 1999, the Italian government sponsored Roberto Benigni's (1997) Oscarwinning production La Vita è Bella (Life is Beautiful).
Another important initiative has been Sithengi, 11 the Southern African International Film and Television Market, based in Cape Town, South Africa. Established in 1996, Sithengi counts among its objectives: (1) the hosting of an annual international film and television market catering to the needs of Africa and African productions on the international market, and (2) the promotion of international co-productions in southern Africa, to stimulate the industry and create development and training opportunities. Both Sithengi and Ben Zulu's ASDF are geared toward capturing a financially viable niche of the 'art film' and 'World Cinema' market. Zulu, the ASDF director is a firm believer in Sithenge.
I think we are going to contribute to World Cinema. Just like China is making its own films that go into World Cinema. Japan is making its own films that go into World Cinema. They may not be exhibited by the big studios, but I'm just saying they are films that, when you see [them] at art festivals, people are going to say, that was a great film.
As film-makers have interacted through these different forums, there has emerged a movement toward regional strategy. Simon Bright of Zimmedia articulated the regional in these terms:
. . . few [African] countries, probably none with the exception of South Africa, have a pool of skill large enough to crew an entire film and we need to be able to draw from the expertise of different countries to add skills. In Africa, film needs to be a regional industry and the involvement of different countries assists the market as whole. (2000) There has also been some movement toward international cooperation, through co-production ventures. For a while, the most promising venture in Zimbabwe was Framework International, which was founded in 1994 but folded in 1997. In its day, Framework International was the largest independent film and television production company in the country and went on to co-produce several pan-African feature films, including Through 's Plot (1996) (Cameroon/France).
It is significant that Framework was able to initiate co-production with Francophone film-makers. This trend has been strengthened by the willingness of the French government, through its Ministry of Foreign Affairs, to support Zimbabwean productions in English as exemplified by their backing of Flame. Bright sees this as 'a positive development', adding that, in the past the French government 'tended to only finance Francophone films. In Flame it supported an Anglophone film from sub-Saharan Africa ' (2000) . The French government may have been drawn to the project because of its international dimension insofar as it involved a Tunisian, Ahmed Attia and Bridget Pickering, from Namibia, as co-producers, as well as a Mozambican director of photography, João Costa, and a Tunisian sound manager, Fawzi Thabet. The pan-African nature of the project notwithstanding, there are indications that the French government has been reassessing its relations with sub-Saharan Africa. In June 1998, French President Jacques Chirac made an unprecedented visit to South Africa and Namibia. According to French government sources the visit reflected France's new interests in Southern Africa particularly with the emergence of post-apartheid South Africa as France's largest market in sub-Saharan Africa (Mills, 1998) .
Framework International was not able to attract adequate capital inflows to match its rapid growth and issues came to a head on the feature film project Jacaranda when sponsors withdrew in the middle of production and the project was halted. Following this, former Framework producers and directors such as Joel Phiri, Dan Jawitz, Edwin Angless, and Jeremy Brickhill moved to smaller production companies.
Prospects
When Zimbabwe attained independence in 1980, it was able to attract significant flows of development aid and some of that aid was directed to the funding of film production. Parallel to the donor-funded initiative, was the use of Zimbabwe by foreign directors from Africa, Europe and the United States. The country's favourable political climate, excellent all-year weather, good infrastructure and good scenery made it an attractive location. The cost of producing film was relatively low, when compared to locations in industrialized countries. So (1990) has observed that transnational corporations have relocated production to Third World countries where production costs are significantly lower than in industrialized countries. However, the production of film in Zimbabwe has stalled in recent years because of political turmoil and economic decline. The economic prospects of the country in the short-term are bleak and will only improve when problems of political governance are resolved. In June 2002, the US Congress passed the Zimbabwe Democracy Bill, which was subsequently signed by President Bush. The goal of this legislation is to curb the human rights abuses in Zimbabwe. The US government has suspended bilateral economic aid to Zimbabwe and currently opposes economic assistance through multilateral institutions such as the World Bank and the International Monetary Fund. The two exceptions have been food aid and HIV/AIDS programmes. European governments have also taken steps to isolate Zimbabwe politically and economically. The once attractive qualities of Zimbabwe as film-making location, such as a sound banking infrastructure, transportation and a catering industry were, by the middle of 2003, on the verge of collapse.
It is instructive to reflect on the experiences of Zimbabwe as we look to the future of film production and marketing in Zimbabwe and other African countries. Zimbabwe has not succeeded in developing a home-grown film enterprise that is independent of foreign donor funding. Initial interest from the state fizzled out when the Cry Freedom project did not generate profits. Ben Zulu believes that more can be done if the state deregulates, giving up its tight grip on media production, and especially on television. He argues that television must take a leading role in nurturing film production, . . . in our kind of countries there is no way a film industry can develop without being driven by television. Television is where you make short productions. This is where your film-makers develop into the calibre [such as] in Australia. When given the opportunity to make production for television, that is where you hone in your skills. (Zulu, 2000) Private broadcasting is barred. This has been so despite a Supreme Court ruling that the ban is unconstitutional. State security agents have haunted private broadcasters who attempted to set up broadcast stations, and some have resorted to broadcasting to Zimbabwe from outside the country. The Zimbabwe Broadcasting Corporation, ZBC, has therefore enjoyed an unconstitutional monopoly that serves the interests of the ruling elite. What is more important, for our purposes, is that the corporation has not supported the work of independent film-makers. Kupe's (1996: 122) observation is pertinent: 'Despite claims by politicians that African traditions and culture were important, very little resources went into cultural development. Media like film and video that could reach millions was never developed seriously.' The dilemma for local film-makers is acute. Zulu (2000) captures it with the following observation:
Zimbabwean film-makers are really at a disadvantage. You are expected to hire cameras, you are expected to hire people and you don't make money out of it. So the guy is a committed film-maker but he has to pay his mortgage, put food on the table for his family. You are just expecting too much and a lot of guys will drift into other professions that really give them sustenance. . .. I really think the national broadcaster should be driving this industry, if there is to be an industry. Otherwise it's going to be ad hoc. We keep saying there is a film industry, but its not producing the volume.
In contrast to Zimbabwe, South Africa has made important advances in production of film for television, and successfully marketed some productions to other African countries. In 2000, Zimbabwe television purchased three South African programmes, the soap opera series, Generations, the news magazine series, Beyond our Borders, and the comedy series Going Up.
In conclusion, Zimbabwe's film production has made some contribution to the development of an African voice in film. Funding has been a major constraint. The primary source of funding has been Western donor agencies whose interest is developmental. Local film-makers have negotiated within this limited funding mandate to produce film. However, the donor-funded initiative has stalled in recent years because of the country's economic and political problems.
In assessing the history of film production and marketing described in this article, we would do well to reflect on the experiences of other parts of the world. The experience of Europe, in particular, is instructive, because it highlights the challenges that global media production faces, existing as it has for decades, in the shadow of the Hollywood studios. Schlesinger's observations are pertinent:
Television programs (and films) produced in Europe tend to be so nationally specific as to offer limited scope for audience identification elsewhere on the continent. On the whole, with the exception of productions in the English language, they do not travel extensively outside their language area. There is no European market as such for the products of European producers, 'merely a collection of distinct domestic markets' and major European producers' strategies are primarily concerned with strengthening their positions within their national markets. . .. To the extent that it exists at all, the real common currency of the European audio visual space is actually the output of the American television and film industries. (1996: 178) Clearly, the challenge of finding a voice in the global audio visual space is not uniquely African, but Africa's poverty, dependency and political
